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Summary of Thesis: 
 
Among the plays written by Izumi Kyōka, roughly half are closely related to his novels. For 
example, he made use of narratives and characters from previous novels when writing new plays, 
and contributed to the dramatization of his work by adapting specific scenes from his novels to the 
stage. Novels and plays are two different modes of expression. This thesis examines the author’s 
consciousness of these two different modes.  
My first chapter explores the points-of-view available to narrators and specific characters in the 
novel. In general, the particular points-of-view established in the novel limit the reader’s access to 
the work. In the theater, however, it is a given that the audience of a play has a full view of the 
stage. This chapter examines the play Shinja Daiō, based on the novel Kuina no sato, and two 
performances based on the novels Shirasagi and Nanchi shinjū. In Shinja Daiō, two expressions 
coexist; one tries to reproduce the viewpoint of the narrator of the novel and the other is conscious 
of the viewpoint of the audience. Shirasagi is written in the first person and in the past tense, but 
on stage, neither of these structures persists. Therefore, even though the words are the same as in 
the original, their meaning has changed. Building on these experiences, during the dramatization 
of Nanchi shinjū, Kyōka no longer limited himself to expressions particular to the novel, but rather 
chose expressions suitable to the stage. 
The second chapter focuses on the relationship between acting and the audience. Naturally, the 
audience believes that what occurs on the stage is fiction. But in the novel Kagerōza, the boundary 
between fiction and reality blurs when events that occur onstage overlap with those that take place 
in the real world. This is a form of expression that is unique to the novel. On the other hand, in the 
play Kōgyoku, characters repeatedly imitate one another and compare things that are not alike. 
These acts of imitation overlap with the actions of the actors and also those of the audience, thereby 
reminding them that they are watching a play. Also, in the play Koi nyōbō, a demon that controls 
fire (Akamanba) pretends to be a human, leaving only the audience aware of her true identity. In 
this way, two separate meanings are conveyed to the audience at the same time. 
In the third part, I discuss Kyoka’s participation in the dramatization of three novels, Onna 
Keizu, Giketsu kyōketsu, and Nihonbashi. All three have been critiqued for assuming a vulgar, 
melodramatic quality on stage, which supposedly differed from the tone of the original work. But  
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different aspects of these works appear when analyzing scenes that Kyōka penned for their 
performance. In the case of Onna Keizu and Giketsu kyōketsu, he rewrote scenes that had been 
added to his stories during their initial adaptation by other playwrights. In these scenes, the 
personalities of characters and their relationships come closer to the original, which does not mean, 
however, that the original work is posited as the authoritative text. Rather, these scenes display an 
attempt to fuse the original work with the adaptation. For example, when Kyōka rewrote 
Nihonbashi as a play, although he quoted extensively from the original novel, when the story was 
actually staged, it became an entirely different work. By fusing the original with the adaptation, he 
created a new text. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
